





















This	 article	 presents	 two	 Somali	 poems	 in	 the	 jiifto	 metre:	 Fad	 Galbeed	
‘Evening	 Cloud’	 by	 Maxamed	 Xaashi	 Dhamac	 ‘Gaarriye’	 and	 Xabagbarsheed	
‘Royal	 Jelly’	by	Xasan	Daahir	 Ismaaciil	 ‘Weedhsame’.	Each	 is	recognized	as	a	






of	 sound	 features	 which,	 it	 is	 suggested,	 foreground	 the	 sound	 of	 the	
alliterating	 consonant	 in	 a	 particularly	 appealing	 way.	 The	 discussion	 is	
centred	on	the	poems	themselves	making	detailed	reference	to	the	language	
used	and	how	this	contributes	to	the	features	and	effects	discussed.	It	is	thus	
on	 the	 one	 hand	 a	 contribution	 to	 the	 study	 of	 the	 craft	 and	 aesthetics	 in	
Somali	 poetry.	 On	 the	 other	 hand,	 the	 manifestations	 of	 these	 aesthetic	
aspects	 coincide	with	what	 is	presented	 in	work	on	 lyric.	The	article	makes	
reference	 to	 this	 and,	 without	 going	 into	 detail	 on	 the	 theoretical	 aspects,	




















hopefully,	 allows	 the	 poems	 to	 speak	 for	 themselves	 with	 respect	 to	 these	
stylistic	features	but	also	with	a	view	to	bringing	them	to	the	wider	discussion	on	
‘lyric’,	to	which,	I	suggest,	Somali	poetry	has	much	to	offer.	The	conceptualization	
and	 discussion	 of	 lyric	 here	 draws	 particularly	 on	 CULLER	 (1977	 and	 2015),	
BLASING	(2007),	SMITH	(2007)	and	WOLF	(2005).	
Although	these	works	concentrate	on	European	languages	there	is	nevertheless	
acknowledgement	 that	 the	 ideas	 may	 be	 relevant	 to	 other	 poetic	 traditions:	
CULLER	(2015:	355	n.6)	states	 ‘There	are,	of	course,	very	rich	 lyric	 traditions	 in	
other	 cultures,	which	 I	 am	not	 competent	 to	 address.’	 BLASING	 (2007:	 20	n.12)	
goes	 so	 far	 as	 to	 say:	 “The	 lyric	 is	 a	 universal	 genre	 and	 it	 is	 the	 foundational	
genre	 in	 diverse	 languages.”	 The	 consideration	 of	 lyric	 as	 a	 genre	 which	 is	




be	 fundamental	 concepts	 relating	 to	 lyric	 in	 the	 literature,	 and	 these	 poems	
provide	particularly	interesting	displays	of	these.		
2.	Somali	poetry:	some	general	comments2	
Somali	poetry	 is	heard	poetry.	Writing	 is	now	used	both	 in	 the	 composition	of	
poems	 and	 in	 publishing	 them	 but	 its	 appreciation	 is	 predominantly	 through	
listening.	 Poems	 are	 generally	 first	 presented	 not	 by	 written	 publication	 but	
																																								 																					
1	I	am	grateful	to	Gaarriye	and	Weedhsame	for	their	help	in	fully	understanding	these	poems	and	






is	 the	voiceless	phrayngeal	 fricative	 	ح) in	Arabic).	Note	 ‘t’	and	 ‘d’	are	dentals	and	not	alveolars	















made	 available	 on	 YouTube	 or	 other	 social	media	websites.	Writing	 is	making	
greater	inroads	into	disseminating	poetry	both	in	print	and	on	line,	but	listening	
still	predominates	in	experiencing	poems.	This	is	important	since	sound	and	its	









Another	 fundamental	 characteristic	 of	 Somali	 poetry	 is	 that	 it	 is	 all	
systematically	 patterned;	 it	 is	 all	 metrical	 and	 alliterative.3	The	 two	 poems	
discussed	here	are	 in	 the	 jiifto	metre,	one	of	 the	most	commonly	used	metrical	
patterns,	particularly	from	the	1970s	onwards.	Somali	metre	is	quantitative	and	
patterns	long-	and	short-vowel	syllables	and	syllable-final	consonants.	The	jiifto	
metrical	 pattern	 is	 given	 below	 in	which	 the	 symbol	⏑	 indicates	 a	 short-vowel	
syllable	 position,	 and	 the	 symbols	⏕	 and	⏔	 indicate	 positions	 which	 can	 be	
filled	 by	 either	 a	 long-vowel	 syllable	 or	 two	 short-vowel	 syllables.	 There	 is,	
however,	a	crucial	difference	between	the	two:	a	syllable-final	consonant	 is	not	
allowed	at	the	end	of	the	first	short-vowel	syllable	when	a	position	indicated	by	
⏕	 is	 realized	 as	 two	 short-vowel	 syllables.	 A	 syllable-final	 consonant	 is,	 in	
contrast,	 possible	 at	 the	 end	 of	 the	 first	 short-vowel	 syllable	 in	 the	 metrical	
position	 indicated	with	⏔	 at	 the	beginning	of	 the	 line	when	 this	 is	 realized	 as	
two	short-vowel	syllables.	Geminate	consonants	are	also	restricted	 in	 the	same	
way	 as	 syllable-final	 consonants,	 as	 are	 a	 group	 of	 consonants	 referred	 to	 as	
virtual	geminates	which	are	‘t’,	‘k’,	‘f’,	‘s’,	‘sh’,	‘j’,	‘w’	and	some	instances	of	‘y’	(see	
ORWIN	and	MOHAMED	2010).4	Word	endings	cannot	occur	 in	the	positions	which	
do	 not	 allow	 syllable-final	 consonants.	 What	 may	 be	 considered	 hypermetric	
																																								 																					
3	There	are	some	poems	and	parts	of	poems	which	do	not	alliterate	or	alliterate	differently	to	the	
description	 here	 but	 this	 need	 not	 concern	 us	 here.	 See	 ORWIN	 (2011)	 for	 further	 details	 on	
alliteration	in	Somali	poetry.	





















am’,	 ‘you	 are’	 or	 ‘she	 is’,	 ‘he	 is’	 and	 ‘we	 are’	 respectively).	 Other	 open-syllable	
diphthongs	count	as	 long	such	as	 the	 short	 form	of	 the	vocative	 suffix	 -aay	 (f.)	
and	 -oow	 (m.)	and	some	may	count	as	either	 long	or	short.5	Diphthongs	within	
closed	 syllables	 (those	 with	 a	 syllable-final	 consonant)	 always	 count	 as	 long.	
Vowels	 in	 some	morphemes	 such	 as	 the	 remote/anaphoric	 defining	 suffix,	 -kii	
(m.)	 /	 -tii	 (f.),	which	 are	 generally	 long	 in	 speech,	may	 count	 as	 short	 in	 some	
circumstances	(see	BANTI	and	GIANNATTASIO	1996:	86-87	for	further	details).	
Alliteration	in	poems	following	the	 jiifto	metrical	pattern	works	such	that	there	








poetry	 and	 continued	 to	 take	 an	 interest	 in	 poetry	 in	 that	 language.6	After	
graduating	 he	 worked	 as	 a	 school	 teacher	 before	 returning	 to	 Lafoole	 as	 a	
lecturer	 in	 the	Department	 of	 Somali	 Literature,	 of	which	 he	 later	 became	 the	
director.	 He	 was	 the	 first	 person	 to	 write	 an	 analysis	 of	 the	 Somali	 metrical	





research,	 I	 now	 disagree	with	 this	more	 general	 assumption	 reaching	 the	 conclusion	which	 is	
given	here.	It	is	intended	that	this	work	be	published	soon.	
6	In	 discussing	 this	 with	 him,	 he	mentioned	 in	 conversation	 that	 some	 of	 his	 poetry	 from	 the	
1970s	onwards	was	influenced	by	poets	writing	in	Arabic	whom	he	particularly	admired	such	as	














poem	 alliterated	 in	 ‘d’	 and	 set	 off	 a	 chain	 of	 poems	 on	 the	 major	 political	
concerns	 of	 the	 time	 each	 also	 alliterating	 in	 ‘d’	 hence	 the	 name	 of	 the	 chain:	
Deelley	‘The	One	in	‘D’’.	





2012.7	The	poem	was	prompted	by	a	particular	experience	 that	 is	described	 in	
MAXAMED	(2007:	222)	and	which	he	always	recounted	before	reading	the	poem	
publicly.8	It	 was	 the	 month	 of	 Ramadan	 and	 he	 was	 driving	 with	 Cabdi	 Qays,	
another	 famous	 poet,	 on	 the	 road	 between	 Lafoole	 and	 the	 nearby	 town	 of	
Afgooye	(both	not	far	from	Mogadishu)	which	runs	through	a	major	agricultural	
region.	 They	 passed	 some	 young	 women	 who	 were	 harvesting	 fruit,	 and	 the	
woman	he	describes	as	the	most	beautiful	in	his	written	introduction	was	caught	
unexpectedly	by	 the	wind	with	a	gust	blowing	her	 clothing	aside	 revealing	 the	





her	shyness	and	modesty	 in	that	 instant.	 It	was	early	evening	and	he	sensed	in	






the	 introduction	at	0:30	and	begins	 the	poem	at	5:45.	The	second	seems	to	have	been	made	 in	
Hargeysa	(possibly	some	time	in	the	2000s)	and	the	introduction	to	Fad	Galbeed	begins	at	12:22	
and	the	poem	begins	at	16:10.	
8	This	 is	 in-keeping	 with	 the	 practice	 of	 presenting	 poems	 in	 Somali.	 The	 account	 of	 what	
prompted	a	poem	is	very	often	given	both	before	one	is	recited	and	also	when	it	is	published	in	
written	form.	
9	I	 have	made	only	 one	 emendation.	The	word	Waxaan	 in	 line	46	 reads	Waxan	 in	 the	 original.	
This	makes	no	difference	to	the	arguments	here,	nor	does	the	change	make	the	line	unmetrical.	It	
simply	replaces	the	short	form	of	the	pronoun	an	with	aan,	which	is	the	form	generally	used	in	






















































































































































I	have	decided	 to	present	 translations	both	of	 this	poem	and	of	Xabagbarsheed	
which	 are	more	 literary	 than	 literal,	which	means	 that	 the	 translations	 do	 not	
follow	the	originals	line	for	line.	Given	Somali	syntax	and	the	way	lines	relate	to	
																																								 																																								 																																								 																																								 														
Waxan	could,	potentially,	be	confused	with	being	derived	from	wax+kan	‘this	thing’	which	is	not	
grammatically	possible	in	this	context.	Line	19	begins	with	Waxaad	which	is	analogous	differing	













each	 other,	more	 literal	 translations	 can	 become	 very	 unwieldy	 (especially	 for	
poems	in	short	form	metrical	patterns)	and	detract	from	an	appreciation	of	the	
translation	as	one	of	a	poem.	It	is	for	this	reason	that	the	lines	in	the	translations	




















































































this.	 In	 my	 understanding,	 it	 expresses	 a	 shyness	 or	 embarrassment	 which	
comes	out	of	annoyance	at	a	situation	but	which	is	expressed	in	a	quiet	manner.	
The	translation	as	‘shyness’	seems	to	work	best,	and	I	did	have	the	opportunity	





second	 part	 and	 the	 notion	 of	 time	 in	 the	whole.	 In	 so	 doing,	 I	 draw	 on	 ideas	
presented	 in	CULLER	(1977	and	2015:	Chapter	5)	and	SMITH	(2007)	all	of	which	
deal	with	 the	 concept	 of	 apostrophe.	 The	 reference	 to	 critical	 ideas	which	 are	
based	 on	 the	 study	 of	 poetry	 in	 European	 languages	 needs	 to	 be	 handled	
carefully	 when	 considering	 a	 poetic	 tradition	 such	 as	 Somali	 which	 is	 quite	






second	 part	 describes	 the	 scene	 witnessed,	 which	 itself	 prompts	 both	 the	
address	to	the	sun	and	the	making	of	the	poem.	
The	 first	 line	addresses	 the	sun	directly,	ending	with	 the	vocative	suffix	 -yahay	
on	the	noun	cadceed;	 it	 is	 the	only	use	of	 the	vocative	 in	 the	poem.11	Following	




for	 the	home	of	 the	 sun,	which	adds	a	hint	of	 irony.	The	use	of	weerar	 ‘attack’	
																																								 																					
10	This	 is	 apparent	 in	 considering	 apostrophe	 in	 Somali	 poetry	more	widely	 (which	 I	 don’t	 do	
here).	If	we	take	the	distinction	between	oratorical	and	lyrical	apostrophe	made	by	SMITH	(2007:	
413),	 for	 example,	 examples	 from	 Somali	 could	 prove	 interesting,	 especially	 given	 the	 wider	
conceptual	framework	within	which	Wolf	couches	these	ideas.	
11	The	 vocative	 form	used	 is	 the	 feminine	 long	 form	 -yahay.	 The	 shorter	 feminine	 form	 is	 -aay	
which	we	shall	see	used	prominently	in	Xabagbarsheed.	The	vocative	is	commonly	used	in	Somali	














implies	 the	 speed	 of	 the	 sun’s	 setting,	 since	 an	 attack	 in	 conflict	 would	 be	
undertaken	swiftly.	The	initial	consonant	and	vowel	of	godka	‘the	hole’	is	echoed	











This	 would	 be	 a	 reasonable	 explanation	 of	 why	 the	 sun	 was	 in	 a	 hurry	 and	
contrasts	ironically	with	the	suggestions	in	the	next	two	line-groupings	in	which	
the	‘real’	reason	is	offered.	






commonly	 used	 in	 Somali	 poetry.	 They	 also	 contrast	 with	 the	 sun	 which,	
although	it	brings	light	and	is	generally	seen	as	magnificent,	especially	at	dawn	




13	The	 word	 galbeed	 here	 comprises	 the	 feminine	 noun	 galab	 ‘afternoon’	 and	 the	 suffix	 -eed,	
which	 has	 been	 described	 as	 a	 type	 of	 genitive	 ending	 but	 which	 is	 now	 generally	 thought	
possibly	to	play	another	role.	There	 is	a	masculine	noun	galbeed	 ‘west’	which	also	resonates	 in	
the	meaning	here.	
14	It	must	be	remembered	that	in	the	Somali	territories	the	threat	of	drought	is	very	real	and	life-
threatening,	 thus	 references	 to	 rain,	 clouds,	 lightning	 and	 thunder	 are	 very	 positive	 and	
appealing.	















Following	this,	 the	suggestion	 is	presented	that	 the	hasty	retreat	 is	due	to	 fear,	











then	 hear	 how	 the	 clouds	 have	 had	 gantaalo	 ‘missiles’	 of	 love	 and	 passion	
planted	in	them	by	her,	all	the	more	striking	given	that	we	hear	just	beforehand	
that	 the	 sun	 normally	 only	 musters	 bullets	 and	 arrows.	 The	 clouds	 are	 thus	





infants,	 or	 absent	 or	 dead	 people.”	 Whilst	 this	 provides	 us	 with	 a	 general	
definition	of	the	term,	the	way	it	functions	and	behaves	in	poems	is	presented	in	
greater	detail	in	the	work	of	Culler	and	Smith	mentioned	above,	and	Fad	Galbeed	
presents	 a	 particularly	 interesting	 example	 of	 the	 trope	 with	 respect	 to	 their	
ideas.	
One	 such	 feature	 relates	 to	 the	 “second	 level	 of	 reading	 the	 function	 of	
apostrophe”	(CULLER	1977:	63)	such	that:	
“to	apostrophize	is	to	will	a	state	of	affairs,	to	attempt	to	call	it	into	being	by	asking	
inanimate	objects	 to	bend	themselves	 to	your	desire.	 In	 these	terms	the	 function	of	
apostrophe	 would	 be	 to	 make	 the	 objects	 of	 the	 universe	 potentially	 responsive	
forces:	 forces	which	can	be	asked	 to	act	or	 refrain	 from	acting,	or	even	 to	continue	
behaving	as	they	usually	behave.	The	apostrophizing	poet	identifies	his	universe	as	a	
world	of	sentient	forces.”	(CULLER	1977:	61)	
Thus,	 when	 poems	 ‘address	 natural	 objects	 they	 formally	 will	 that	 these	
particular	objects	 function	as	subjects’	 (CULLER	1977:	62,	 see	also	CULLER	2015:	
215-216).	When	the	apostrophe	is	made	in	Fad	Galbeed,	however,	it	is	not	with	a	

















moment,	 a	 moment	 brought	 about	 by	 another	 force	 of	 nature,	 the	 wind	 as	
presented	below.	
SMITH	(2007)	discusses	a	feature	of	 ‘lyrical	apostrophe’	(see	footnote	10	above)	
which	 he	 terms	 ‘denial’:	 ‘The	 claim	 I	 make	 for	 apostrophe	 follows	 from	 the	
premise	 that	 address	 in	 lyric	 is	 always	 and	 necessarily	 denied.	 By	 “denial,”	 I	
mean	the	nonresponse	of	the	“you”	as	a	structural	feature	of	lyric’	(SMITH	2007:	
415).	 It	 is	 interesting	 to	 consider	 this	 in	 the	 context	 of	 Fad	 Galbeed.	 The	 sun	
responds	to	the	sight	of	the	woman	in	the	poem	(and	thus	indirectly	to	the	action	
of	the	wind)	but	not	to	the	apostrophic	gesture.	There	is	therefore	a	 ‘denial’,	 in	





what	 has	 preceded	 in	 a	 poem,	 however	 many	 lines	 there	 may	 be.	 The	 words	
siddiri	 gam	 are	 the	 name	 of	 a	 dance	 performed	 by	 women	 (see	 AADAN	 2013:	
1311)	 and	 has	 no	 further	 specific	 relevance.	 Following	 this	 pivot,	 we	 hear	
Waxaan	gocanayaa	weli	 ‘what	I	still	recall	[is]...’.	We	are	immediately	aware	the	
poem	 is	no	 longer	addressing	 the	 sun,	 indeed	 this	 line	has	 the	effect	 almost	of	
setting	 aside	 the	 preceding	 apostrophe.	 If	what	 follows	 is	what	 the	 lyric	 voice	
recalls,	it	as	if	the	whole	drama	of	the	sun	hurrying	away,	warning	the	moon,	the	




marker	waxa/waxaa,	which	 focusses	what	 follows	the	verb.	The	 focussed	noun	
phrase	begins	 at	 line	47	 and	extends	 to	 the	 end	of	 the	poem.16	This	 is	 a	 single	


















The	 first	 item	 in	 the	 list	 is	 tii:	 expressed	 as	 ‘her’	 in	 the	 translation,	 this	 is	 the	
feminine	remote/anaphoric	defining	suffix	used	pronominally	and	is	modified	by	
a	 sequence	 of	 relative	 clauses.	 The	 second	 thing	 remembered	 is	dabayshii	 ‘the	
wind’	 at	 line	 52,	 though	 there	 is	 no	 conjunction	 linking	 this	with	 the	 previous	
item.17	Such	 slight	 anomalies	 and	 ambiguities	 in	 syntax	 are	 found	 in	 Somali	
poems	though	the	sense	is	still	clear.	The	defined	noun	dabayshii	is	also	modified	
by	relative	clauses	but	 these	are	 introduced	 in	a	way	 that	 is	 subtly	different	 to	
those	on	tii.	The	relative	clauses	modifying	the	pronoun	tii	are	introduced	by	the	
conjunction	oo	which	indicates	non-restrictive	relative	clauses	and	is	used	here	
because	 we	 know	 who	 the	 pronoun	 tii	 refers	 to.	 The	 first	 relative	 clause	 on	
dabayshii	 ‘the	 wind’,	 on	 the	 other	 hand,	 has	 no	 conjunction	 and	 the	 rest	 are	
joined	 by	 the	 conjunction	 ee,	 all	 of	 which	 indicates	 restrictive	 relative	 clauses	
when	modifying	a	defined	head	noun.	This	suggests	a	specificity	to	the	wind:	 it	
wasn’t	just	any	wind,	but	the	specific	wind	that	was	stirred	and	knew	the	feelings	





syntactically	 subdues	 this	 narrative-like	quality	 by	being	 a	 single	noun	phrase.	
The	tense	of	the	verbs	is,	for	the	most	part,	not	apparent	also.	It	is	only	the	past	
progressive	 negative	 form	 filanayn	 in	 line	 51	which	 clearly	 displays	 the	 tense;	
the	 endings	 of	 the	 other	 verbs	 are	 obscured	 by	 the	 conjunctions	 at	 the	 end	 of	
lines	48,	52,	53,	54,	56,	58	and	60.18	This	elision	of	verb-final	inflection	caused	by	
conjunctions	is	a	feature	of	poetry,	particularly	in	this	position	in	the	jiifto	metre,	




time.	 The	 sense	 of	 time	 as	 expressed	 through	 the	 syntax	may	 be	 regarded	 as	
																																								 																					























its	own	reaction.	 In	 the	second	part	on	the	other	hand	another	 force	of	nature,	
the	wind,	without	being	addressed,	is	moved	to	react	in	response	to	the	feelings	
said	to	be	within	the	poet,	that	is	within	the	voice	of	the	poem.	There	is	no	appeal	





moment	 in	which	 the	poem	 is	 conceived	 it	does	become	aware,	 reacts	 and	 the	
poem	addresses	it.	
CULLER	(2015:	226)	states:	“The	fundamental	characteristic	of	lyric,	I	am	arguing,	
is	 not	 the	 description	 and	 interpretation	 of	 a	 past	 event	 but	 the	 iterative	 and	
iterable	performance	of	an	event	in	the	lyric	present,	in	the	special	‘now,’	of	lyric	
articulation.”	 In	 Fad	 Galbeed	 we	 experience	 just	 such	 an	 event,	 the	 iterability	
seems	not	only	to	inhere	in	its	memorable	form	and	striking	imagery	but	also	in	





The	 mocking	 of	 the	 sun	 and	 the	 emphasis	 on	 the	 woman’s	 modesty	 may	 be	
considered	 in-keeping	with	 the	 general	 tone	 of	 other	 poems	 by	 Gaarriye	 from	
this	 time.	 In	 Fad	 Galbeed	 the	 action	 of	 the	 wind,	 based	 as	 it	 is	 on	 the	 poet’s	
feelings,	might	be	regarded	as	somewhat	salacious,	but	the	tone	which	recounts	
this	 in	 the	 poem	 is	 not	 that.	 The	 poem’s	 expression	 of	 what	 was	 seen	 thus	
highlights	 the	 woman’s	 modesty	 and	 what	 is	 mocked	 is	 the	 reaction	 of	 the	




he	 ironically	 uses	 the	 metre	 of	 a	 children’s	 song	 to	 describe	 a	 shoeshine	 boy	
living	in	the	streets	of	Mogadishu	who	is	taken	away	suddenly,	along	with	other	
such	 children,	 by	 a	 soldier.	 This	 is	 so	 that	 visiting	dignitaries	 do	not	 see	 these	
children	 as	 they	 arrive	 for	 an	 international	 conference	 as	 part	 of	 the	 United	

















Ethiopia	 returning	home	 in	1992.	 Following	 school,	 he	 studied	mathematics	 at	
the	University	of	Amoud	in	Boorame,	which	had	just	been	founded	following	the	
conflict.	He	is	quite	a	prolific	poet	and	also	uses	writing	to	make	his	poems.	Many	
of	these	are	 lyrics	which	are	 intended	for	setting	to	music,	mostly	 love	songs.19	
He	is	well	known	also	for	his	 longer,	more	serious	poetry.	One	such	example	is	
Mudduci	‘Plaintiff’	which	he	wrote	in	February	2017	and	concerns	corruption.	It	
alliterates	 in	 ‘m’	 and	quickly	 became	widely	heard	 via	 the	 internet	 throughout	













in	 its	 original	 meaning:	 a	 piece	 which	 displays	 how	 well	 the	 apprentice	 has	























xayaab,	 which	 was	 in	 flower	 and	 made	 the	 tree	 particularly	 attractive.	 This	
prompted	 him	 to	 think	 about	 the	 imagery	 used	 in	 poems	 for	 beauty	 and	 how	
women	are	described	 in	 love	poems.	 In	 the	 introduction	 in	 the	YouTube	video	




































































































































	 O	scarlet	sash	of	dawn	 	 silky	sweep	of	colour.	
	 O	Dagaari	nebula	 	 	
	 frill	of	its	shawl.	 	 O	hennaed	moon	
	 	 	 haloed	by	a	mist-	
	 O	sunset	cirrus	 	 soft	glow,	the	veil	
	 the	rain-promise	bloom	 	 is	shed	and	you	free	
	 swathes,	dyed	 	 a	darkened	corner	
	 blood-red	above.	 	 of	the	world	with	light.	
	 	 	 	
	 O	risen	rainbow	 	 O	tree	in	blossom,	

































































































	 the	foaming	flood	 	 than	the	houris	by	far.	
	 cleared	the	dust,	 	 Like	the	arteries	that	carry	
	 and	fresh-water	lappings	 	 the	blood	to	the	depths	
	 tended	its	roots;	 	 of	the	body,	you,	a	star,	
	 now	leaves	and	petals	 	 reached	the	core	of	my	soul;	
	 vie	and	tussle,	 	 you’re	the	proof	of	love;	
	 across	their	bounds;	 	 my	whole	being	wishes	
	 while	verdure	and	shoots	 	 you	become	my	wife.		
	 take	up	the	moisture	 	 	
	 at	waist	and	elbow	 	 What	sowed	the	yearning	
	 and	sweep	its	trunk	 	 the	desire	in	me	
	 so	the	sun’s	spine,	 	 was	your	virtue,	patience	
	 and	chest	emit	 	 knowledge,	modesty,	
	 acute-angle	rays	 	 the	conscientious	
	 of light it urges	 	 respectful	nature	
	 through the breaking day.	 	 God	has	placed	in	you.	
	 	 	 You	are	the	truth;	
	 You’re	a	chestnut	mare	 	 with	friends	and	family	
	 who	hasn’t	heard	 	 you	show	the	highest	
	 the	call	to	the	camel	raid	 	 virtues	of	women.	
	 the	quarters	of	conflict;	 	 Free	from	caprice,	
	 hasn’t	suffered	dry	 	 O	navel	of	eloquence:	
	 drought-laden	land	 	 like	spinning	a	rope	
	 nor	dregs	of	pasture;	 	 you	tie	together	
	 she’s	cared	for	and	grazes	 	 wisdom	and	metaphor,	
	 at	night	in	the	bush	 	 you	excel	in	composing	
	 where	the	pond	sits	 	 the	sweetness	of	speech.	
	 and	dew	crouches	 	 	
	 among	the	grass;	 	 O	royal	jelly!	
	 never	hurt	by	a	whip	 	 When	we	met,	I	
	 nor	touched	by	a	stick,	 	 etched	you	in	my	chest;	
	 her	downy	fur	smoothes	 	 kept	it	secret,	
	 over	her	ribs	and	limbs;	 	 hidden,	held	tight;	
	 fenced-off	in	her	hollow,	 	 now	longing	has	broken	
	 people	arrive	to	view	 	 the	burden	of	concealing	
	 the	filly	at	home	 	 and	waves	of	desire	
	 their	eyes	turn	gently	 	 have	brought	me	to	shore:	
	 like	white	spring	flowers	 	 Hayaad,	this	evening	
	 toward	her	striking	form:	 	 for	a	home	and	passion	
	 you	are	more	beautiful	 	 shall	we	prepare	the	ground?	














suffix,	 including	two	 in	the	 long	 form	(in	 lines	62	and	66).	Each	 instance	of	 the	
vocative	 is	 suffixed	 to	 a	 nominalized	 phrase	 or	 noun	 that	 represents	 the	
imagined	 addressee	 except	 for	 the	 final	 instance	which	 is	 suffixed	 to	 a	 proper	
name.	 In	 the	 first	 part	 of	 the	 poem	 (lines	 1-19)	 these	 vocative	 expressions	









I	 suggest	 that	 using	 these	 parallelistic	 syntactic	 structures	 leads	 to	 an	
expectation	on	the	part	of	the	audience	for	further	vocative	phrases	and	that	the	
technique	allows	 for	particularly	 long	 instances	of	 these	 to	be	built	 later	 in	 the	
poem.	Once	line	20	is	heard,	the	listener	expects	a	vocative	expression	and	holds	
this	expectation	for	the	following	18	lines	before	the	resolution	is	reached	at	the	
end	of	 line	38	with	the	suffix	 -aay.	Somali	poems	can	be	quite	 long	overall,	but	




such	 as	 the	 single	 image	 of	 the	 tree	 in	 this	 instance.	 Then,	 in	 addition,	
particularly	 in	 short-line	 metrical	 forms,	 the	 syntax	 and	 imagery	 may	 be	
supported	by	threads	of	sound-patterning.	This	may	be	more	overt,	such	as	the	
																																								 																					
22	A	 type	 of	 poem	 in	which	 consistency	 of	 line	 numbers	within	 sections	 seems	 to	 be	 generally	
more	prevalent	is	modern	lyrics	made	specifically	to	be	set	to	music.	Parallelism	still	often	plays	
a	role	but	the	consistency	of	numbers	of	lines	in	sections	is	done	deliberately	knowing	they	are	to	
be	 set	 to	 music.	 There	 are	 also	 gabay	 poems	 which	 use	 groups	 of	 lines	 of	 consistent	 length,	
perhaps	 the	most	 famous	 examples	 of	which	 are	 those	 of	 Sayid	Maxamed	 Cabdille	 Xasan	who	
made	poems	in	the	saddexley	‘triplet’	form.	
23	This	 technique	 was	 also	 used	 by	 Maxamed	 Ibraahim	 Warsame	 ‘Hadraawi’	 in	 his	 poems	



























lines	 2	 and	 4.24	In	 the	 following	 two	 lines	 (21	 and	 22)	 we	 hear	 secondary	
alliteration	with	mahiigaan	 ‘heavy	 rain,	 cloudburst’	 and	maydhoo	 ‘cleaned+oo’	
which	resonate	with	lines	17	and	18	in	which	secondary	alliteration	also	occurs	
in	 ‘m’	and	 lines	10	and	12	 in	which	 the	 sound	 is	heard	at	 the	beginning	of	 the	
lines.	
Within	 the	second	section,	 the	use	of	 the	conjunction	oo	 in	 lines	20,	22	and	24	
sets	up	both	syntactic	and	sonic	flow	and	after	two	other	lines	we	hear	the	next	








ubaxyada	 ‘the	 flowers’	 in	 line	 29	 both	 with	 respect	 to	 alliteration	 and	
assonance.26	The	 two	 nouns	 in	 line	 31	 are	 subjects,	 apparent	 in	 the	 subject	
marking	-ku	on	ugbaadku-na,	and	the	next	 line	begins	 the	clause	of	which	they	

































the	previous	 section	 freeing	 ‘a	 darkened	 corner	 /	 of	 the	world	with	 light’.	 The	
reference	to	xagal	fiiqan	‘acute	angle’	is	novel	in	Somali	poetry	and	points	to	the	
sun’s	rising.	In	the	performance	on	YouTube,	Weedhsame	interrupts	the	reading	





The	 patterning	 of	 syntax	 and	 sound	 described	 up	 to	 now	 is	 the	 sort	 found	 in	
much	 Somali	 poetry	 in	 this	 metre.	 It	 seems	 to	 help	 raise	 the	 poem	 from	 the	
structural	 underpinnings	 and	 offer	 the	 listener	 an	 aesthetic	 experience	 of	 the	
materiality	 of	 language.	 There	 is,	 however,	 another	 sound	 thread	 which	 runs	
through	this	section	and	extends	beyond,	namely	assonance	 in	 the	 long	vowels	
‘oo’	and	‘aa’.	







27	The	word	 xayn	means	 a	 fold	 in	 clothing	 at	 the	waist	 in	which	 something	 is	 carried.	 It	 is	 the	
alliterating	word	in	line	32.	














‘aa’	 and	 ‘oo’	 and	 the	 presence	 of	 the	 conjunction,	 but	 when	 we	 consider	 this	






for	 the	 first	 two	 in	 the	section	(71	and	72)	and	the	three	 in	 the	middle	(81,	82	
and	 83).	 Line	 82,	 the	 central	 one	 of	 these	 three,	 ends	 in	 a	 vocative	 suffix:	
Xudduntii	aftahankaay	‘O	navel	of	eloquence’.	This	line	is	followed	by	Xigmaddiyo	
sarbeebtiyo	which	also	does	not	display	the	assonance.	The	first	of	these	words,	
xigmad,	 is	 the	alliterating	word	and	means	 ‘wisdom’,	a	 loan	 from	Arabic	rather	
than	 the	 Somali	 murti;	 the	 second,	 sarbeeb,	 is	 a	 generic	 term	 for	 ‘figurative	
language’	 which	 includes	 concepts	 such	 as	 metaphor,	 simile	 and	 other	 tropes	
(for	 which	 there	 are	 specific	 terms	 in	 Somali).	 These	 concepts	 are	 central	 to	
poetry	in	Somali	(as	indeed	in	other	languages)	but	are	not	based	on	sound.	The	
lack	 of	 assonance	 in	 these	 lines,	 set	 among	 ones	 within	 which	 it	 chimes	 so	
regularly	 seems	 iconic.	 The	 concepts	 of	 eloquence,	 wisdom	 and	 figurative	
language,	 in	which	 sound	 does	 not	 necessarily	 play	 a	 role,	 stand	 out	 precisely	
because	they	lack	the	sound	patterning	that	has	been	set	up.	
Following	 these	 lines,	we	 return	 to	 the	 assonance	 in	 quite	 a	 dramatic	manner.	












The	 two	 lines	which	 then	 follow	each	end	 in	an	 instance	of	 ‘aa’	 at	 the	end	and	
round	off	this	section.	
The	 final	 word	 in	 this	 sequence	 is	 soohdaa	 ‘you	 weave,	 spin,	 twine’	 and	 the	
assonance	itself	weaves	through	these	lines	such	that	it	seems	sonically	iconic	of	
the	process	of	twining	which	metaphorically	represents	the	skills	imputed	to	the	
addressee.	 The	 words	 describing	 her	 skill	 enact	 it	 and	 reflect	 a	 comment	 by	
















“A	 particularly	 intriguing	 feature	 of	 lyric	 is	 the	 paradox	 […]	 that	 the	more	 a	 poem	
foregrounds	 vocal	 effects,	 as	 here,	 the	 more	 powerful	 the	 image	 of	 voicing,	 oral	
articulation,	 but	 the	 less	 we	 find	 ourselves	 dealing	 with	 the	 voice	 of	 a	 person.”	
(CULLER	2015:	176).	
In	 these	 lines	 of	 Xabagbarsheed,	 the	 vocal	 effects,	 in	 conjunction	 with	 the	
metaphor,	 are	 an	 image	 of	 voicing.	 It	 is	 as	 if	 only	 the	 lyric	 voice,	 and	 not	 the	





it	makes	him	or	her	 ‘reflect’	on	 the	 text	as	such,	on	 its	 textuality,	 fictionality	etc.	by	


































I	 have	 heard	 this	 poem	 recited	 a	 number	 of	 times	 by	 the	 poet	 at	 events	 in	
Hargeysa	 and	 in	 London	 (which	 he	 visited	 in	 2016	 to	 take	 part	 in	 the	 annual	
Somali	Week	Festival)	and	have	also	listened	to	it	on	YouTube	many	times.31	The	
final	 few	 lines	have	always	struck	me	as	being	particularly	rich	 in	 terms	of	 the	
sheer	sound,	a	response	which	is	echoed	by	others	I	have	talked	to	about	this.32	
The	sonic	quality	 is	such	that	 the	acoustics	of	 the	alliterating	sound	 ‘x’	seem	to	
become	 more	 prominent	 in	 a	 manner	 that	 is	 very	 appealing	 to	 the	 ear	 and	
enhances	the	end	of	the	poem	in	a	notably	satisfying	way.	In	discussing	this	here,	
my	 aim	 is	 not	 to	 introduce	 further	 details	 of	 how	 alliteration	 is	 used	
systematically,	rather	to	present	what	I	perceive	to	be	a	particularly	interesting	






begs	 the	 question	 to	 what	 extent	 the	 systematically	 alliterating	 sound	 is	 used	
unsystematically.	
One	 obvious	 way	 is	 for	 it	 to	 be	 used	 much	 more	 than	 is	 required,	 a	 feature	
labelled	over-alliteration	by	AÐALSTEINSSON	(2011:	144).	A	strong	example	of	such	
use	 is	 at	 the	 beginning	 of	 Samadoon	 (1995)	 ‘Seeker	 of	 Good’	 by	 Cabdulqaadir	
Xaaji	Cali	Xaaji	Axmed	in	which	the	insistence	of	the	alliterating	sound,	‘d’,	at	the	
beginning	 is	 iconic	 of	 him	 hammering	 home	 the	 message	 in	 a	 very	 powerful	
																																								 																					






be	 the	 way	 in	 which	 alliteration	 holds	 across	 the	 whole	 poem	 in	 Somali.	 This	 contrasts	 with	
systematic	use	such	as	that	in	Old	English,	in	which	alliteration	functions	within	lines	(across	the	
two	 parts	 of	 the	 long	 line,	 see	 FABB	 1997:	 123-125)	 or	 in	 Icelandic	 where	 it	 can	 hold	 within	
couplets	 (see	 ÁRNASON	 2011	 and	 AÐALSTEINSSON	 2011).	 A	 language	 in	 which	 alliteration	 holds	
across	lines	for	sequences	longer	than	couplets,	though	not	always	in	the	same	way	as	Somali,	is	




















































































17	 instances	 of	 the	 sound	within	 words	 (instances	 of	 consonance	 in	 ‘d’).	 This	
insistence	is	also	supported	by	the	syntactic	structure,	but	I	shall	not	discuss	that	
further	here.	
The	 examples	 mentioned	 above	 are	 in	 the	 long	 gabay	 form	 which,	 given	 the	
length,	allows	more	space	for	over-alliteration	to	be	used.	The	affordances	within	
the	 short	 jiifto	 line	 are	 different.	 One	way	 in	which	 the	 systematic	 alliteration	
may	stand	out	is	for	it	to	be	used	at	the	beginning	of	lines	such	as	we	hear	in	the	






























The	 laryngeal	 ‘h’	begins	the	sequence.	Hearing	this	at	 the	beginning	of	 the	 line,	
the	 listener,	 having	 already	 heard	 something	 phonologically	 and	 acoustically	
close	 to	 the	 alliterating	 sound,	 nevertheless	 still	 expects	 the	 alliterating	word,	
which	here	is	xasayntii	‘the	concealing’.	The	next	three	lines	all	begin	with	‘x’	thus	
foregrounding	 the	alliteration	 in	 that	way.	Strikingly,	 the	middle	of	 these	 three	





only	words	which	can	alliterate	 in	Somali	 are	 those	with	 some	 lexical	 substance:	verbs,	nouns,	

















The	 two	 lines	 following	 these	 three	 begin	with	 ‘c’,	 the	 voiced	 equivalent	 of	 ‘x’,	
which	thus	strongly	echoes	the	alliterating	sound	(as	was	the	case	with	‘h’	in	line	
95).	The	 listener	 then	expects	 the	alliterating	 sound	 itself,	which	 is	 realized	by	
Xayaadaay	 ‘O	Hayaad’	 and	 xilkiisii	 ‘its	 sake’	 in	 each	 line	 respectively.36	What	 is	
more,	 these	 sounds	 are	heard	 in	 the	 same	metrical	 positions	 and	 the	 lines	 are	
rhythmically	parallel:	‘c’	is	at	the	beginning	of	the	line	and	‘x’	is	at	the	beginning	
of	 the	 short-vowel	metrical	 position	 in	 the	 centre	 of	 the	 jiifto	 line.	 This	 can	be	
shown	diagrammatically:	




and	101:	yagleelnaa.	 In	 lines	96,	 97	 and	100	 it	 is	 immediately	 followed	by	 the	
voiceless	velar	stop	‘k’	and	in	line	98	the	next	consonant,	after	the	vowel	‘i’,	is	the	
voiced	 velar	 stop	 ‘g’.37	In	 the	 final	 word,	 this	 lateral-velar	 order	 is	 reversed:	
yagleelnaa	‘we	prepare	the	ground’,	in	which	there	is	a	further	instance	of	‘l’.	The	
consistency	which	 these	 instances	 of	 consonance	 bring	 to	 the	 sound	might	 be	
considered	to	allow	the	pharyngeals	to	stand	out	more	than	if	a	greater	diversity	
of	consonant	sounds	were	used	around	them.	




made	 clear	 by	 extracting	 the	 vowels:	 aa	 a	 a	 a	 aa	 aay	 /	 aa	 a	 a	 i	 ii	 ii.	 As	 if	 in	
anticipation	 of	 this,	 the	 vowel	 in	 the	 central	 obligatory	 short-vowel	 syllable	 in	
																																								 																					
36	The	translation	as	‘sake’	does	not	give	a	full	sense.	The	word	xil	has	meanings	of	‘responsibility’	
and	 also	 ‘modesty’	 which	 I	 have	 found	 challenging	 to	 introduce	 into	 the	 translation.	 As	 the	
alliterative	word,	the	sense	of	semantic	stretch	also	seems	to	play	a	role	here.	













each	 line	 in	the	sequence	alternates	 ‘a’	and	 ‘i’:	Hilow	baa	xasayntii	/	Xamilkeedi	
gooyoo	etc.38	
The	 prevalence	 of	 consonants	which	 are	 in	 some	way	 close	 to	 the	 alliterating	
sound	and	 the	 intricate	way	 in	which	 they	are	patterned	 in	 these	 lines	may	be	
heard	as	supported	by	the	repetition	of	‘l’	and	the	velars	and	also	the	assonance.	
It	 is	 a	 striking	quality	bringing	as	 it	does	a	very	 specific	 acoustic	 appeal	 to	 the	
poem’s	end	within	which	is	couched	the	final	instance	of	the	vocative:	Xayaadaay.	




The	 final	 line	 is	a	question	 in	which	 the	subject	 is	 first	person	plural	 ‘we’,	 and,	
following	 the	vocatives	used	 throughout,	 and	 in	particular	 the	 final	Xayaadaay,	







of	 sound-patterning	 it	 displays	 and	 which	 contribute	 to	 making	 it	 such	 a	 fine	
example	of	Somali	poetry.	As	Blasing	points	out	of	lyric	poetry:		
“Above	everything	else,	 it	 is	a	 formal	practice	 that	keeps	 in	view	the	 linguistic	code	
and	the	otherness	of	the	material	medium	of	language	to	all	that	humans	do	with	it	–	




Somali	 poetry	 has	 systematic	 sound	 patterning	 as	 its	 foundation	 –	 metre	 and	
alliteration	–	and	so	the	materiality	of	 the	 linguistic	code	 is	used	 in	this	way	to	
make	 an	 artefact	 that	 stands	 out	 as	 being	 of	 a	 particular	 type:	 a	 poem	 in	 a	
																																								 																					

















particular	metre.	 In	 Xabagbarsheed,	 as	 in	 other	 poems,	 the	materiality	 of	 that	
systematic	 patterning	 is	 in	 turn	 crafted	 further	 to	 make	 an	 artefact	 which	 is	
aesthetically	rich.	It	appeals	to	the	ear	at	the	same	time	as	it	appeals	to	the	inner	
eye	 through	 the	 vivid	 imagery,	 all	 of	 which	 supports	 it	 as	 a	 lyric	 and	 an	
apostrophic	act.	
5.	Fad	Galbeed	and	Xabagbarsheed:	concluding	remarks	
In	 this	 article	 I	 have	 presented	 some	 analysis	 of	 how	 two	 modern	 poems	 in	
Somali	 have	 been	 crafted.	 The	 main	 features	 considered	 in	 Fad	 Galbeed	 by	
Gaarriye	 have	 been	 address	 and	 the	 expression	 of	 the	 lyric	 present	 and	 how	
these	 relate	 to	 the	 bipartite	 structure	 of	 the	 poem.	 In	 Xabagbarsheed	 I	
concentrated	on	sound-patterning	with	some	reference	to	address	also.	Both	are	
poems	which	are	popular	with	audiences	when	heard	and	the	analysis	hopefully	
contributes	 to	 explaining	 part	 of	 what	 it	 is	 that	 appeals	 so	 much.	 The	
manifestations	of	aesthetic	aspects	of	Somali	poetry	as	exemplified	in	these	two	
poems	coincide	with	features	of	lyric	presented	in	the	works	cited.	The	analysis	
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